The notion of the modern can be translated as xiandai in modern Chinese. 1 Deceptively simple. Like many of the neologisms imported into the Chinese context at the turn of the century, xiandai has acquired meanings beyond the initial translation through translingual practices within the target language. 2 Rather than being a copy, duplicate, or mere image of the West that always harks back to some "original" concept in its source languages, capable of being measured by the latter, xiandai belongs to an intellectual legacy created by the Chinese under the exigencies of national struggle. This legacy in turn defines the meaning of xiandai, be it the invention of modern selfhood or that of modern nationhood. In this chapter I study the legitimizing process of the modern within the context of xiandai wenxue (modern literature), where the self is often constituted as a privileged site for the contest over the meaning of modernity. I do so by establishing and interrogating the relationship between first-person narration and the imagining of modern selfhood in May Fourth literature. The fiction of Lu Xun and Yu Dafu provides a textual ground for the kind of allegorical reading I undertake below-allegorical in the sense that all criticisms and interpretations are allegorical narratives in relation to a text insofar as they cannot and do not aim to reproduce the same text. My reading seeks to grasp the tensions generated by a mode of writing in first-person fiction that seems to authenticate the narrating subject but undermines the authority of the narrative voice at the same time. The allegorical thrust of my interpretation mainly focuses on the area where history and subjectivity intersect, as mediated through literature. Through reading Lu Xun and Yu Dafu, I will try to tease out the embedded meanings of modernity, self, and writing in the larger context of May Fourth literature in the 1920s.
In his 1907 essay "Moluo shili shuo" (The power of Mara poetry), Lu Xun argued that the decline of a nation was directly attributable to the suppression of the individual voice. 3 Drawing on the Western notion of secular humanism and Romanticism, the early Lu Xun advocated a new literature that would emphasize individualism and emulate the rebellious spirit of Byron and Shelley. When Hu Shi envisioned literary reform in his two seminal essays "Wenxue gailiang chuyi" (Suggestions for literary reform; 1917) and "Jianshe de wenxue geming lun" (Toward a constructive theory of literary revolution; 1918), he called for the rise of the genuine voice of the individual to replace the ancient classical canon. 4 Likewise, Zhou Zuoren argued in "Ren de wenxue" (Literature for humans; 1918) that modern literature must take humanism as its guiding principle. By humanism he meant "subject-centered individualism (geren zhuyi). "5 Zhou contended that classical Chinese literature failed to live up to humanistic goals and must be discarded.
In creative writing, the privileging of individualism immediately translated into a broad range of experiments with narrative modes borrowed from European fiction. Psychonarration, free indirect style, interior monologue, and so forth, are more than just trendy foreign techniques that Chinese writers try to emulate. They represent the possibility of locating the modern self in a new symbolic context, one in which the protagonist no longer serves as an element in the nexus of patriarchal kinships or in the transcendental, divine schema where premodern Chinese fiction situated its hero or heroine. The protagonist in modern fiction begins to dominate the text as the locus of meaning and is perceived as possessing psychological and moral "truth." It cannot be coincidence that first-person fiction and autobiography written in a "Western" form, one in which the individual takes himself or herself most seriously, asserts his or her absolute rights against society, and possesses an interiority fully representable in narrative, appeared in great profusion in and around the May Fourth period. Modern Chinese writers were immediately attracted to the idea of the individual, because it allowed them to devise a dialogic language with which to attack tradition on behalf of the individual as Lu Xun did in "The Diary of a Madman." But the idea was also fraught with problems, because this individual often turned out to be a misfit in the hostile environment of a rapidly disintegrating society. The "superfluous man" from Russian literature, who figured so prominently in Yu Dafu's works, thus became a perfect embodiment of the dilemma of the modern "man."
If the contest over the meaning of modernity in May Fourth literature came to focus on the question of self, as I have suggested above, it did so because the production of new ideologies and symbolic systems required a massive reconstruction of subjectivity. In other words, the subject must be "interpellated" to legitimate and reify ideologies and be called into position by specific historical discourses. 6 It is not surprising that nearly all the debates on modern literature during the 1920s and 1930s converged on the question of the self within the larger conceptual framework of the nation. One of the issues that was taken up repeatedly in the works and criticism of modern Chinese writers was the relationship between the educated elite and the lower class. In seeking to represent the underprivileged, writers found their own positions increasingly problematized and were driven to question the very notion of the self. By the 1920s, Lu Xun had abandoned his earlier position on individualism and had begun to question the idea of literature for pingmin (ordinary people) that his brother Zhou Zuoren had promoted, suggesting that literature for ordinary people was something of an oxymoron, because literary production had always been the sole prerogative of the upper class. "Until workers and peasants themselves are liberated from the dominant ideology of the elite class, there can be no literature for ordinary people in the real sense of the word."? Was Lu Xun, then, advocating proletarian literature? We know that as early as the midtwenties the radical left started to attack individualism and sought to promote a proletarian literature that would replace every form of subjectivity with class identity. Cheng Fangwu, the leading theoretician of the Creation Society, represented this radical view. In an essay entitled "Cong wenxue geming dao geming wenxue" (From literary revolution to revolutionary literature), Cheng called for the "revolutionary intelligentsia" to negate themselves and obtain class consciousness. In order to depict the life of the working class and to produce a proletarian literature, he argued, writers must familiarize themselves with the language of workers and peasants. 8 A left-wing writer himself, Lu Xun found bourgeois humanism problematic and, in a critique of Zhou Zuoren, disputed his universalistic claim of representing ordinary people. However, he refused to believe with Cheng Fangwu that the problem of modernity-the crisis of the modern intellectual in particular-could be easily resolved by substituting class consciousness for every other form of subjectivity. In fact, some of his later short stories, especially those in the Panghuang (Wandering) collection, came to dwell on the precarious condition of the modern intellectual both within and outside the framework of class reference. Lu Xun probably had more skepticism than Marxian critics liked to see, and, in his firm refusal to conform, he became the target of th'e Sun Society and the Creation Society in the late 1920s. It is interesting that, although he was subsequently involved with the League of Left-Wing Writers in the thirties, he never wrote a single piece of "proletarian literature."
In the case of Yu Dafu, the crisis of the modern intellectual was no less acutely felt. In a 1927 essay entitled "Shui shi women de pengyou?" (Who is our friend?), Yu claimed to have seen through the old and new warlords as well as the bourgeoisie and the intelligentsia, and advocated joining the peasants and workers to serve the majority of the Chinese people. 9 Interestingly, he never acted on this idea, nor did he write anything that could remotely be described as "proletarian literature." Does the discrepancy between his words and his action indicate hypocrisy or self-contradiction? His works seem to indicate that the author was caught in a genuine dilemma about the identity of the modern intellectual. Despite his leftist inclinations, the self, rather than class, was the raison d'etre of his literary endeavor. His fascination with the quirks and surprises of the inner being was much too strong to justify its negation for the sake of class struggle. Like Lu Xun, Yu Dafu was interested in probing the inner crisis of the modern "man" and capturing his dilemma, guilt, and self-contradiction through writing rather than providing a global solution to any of those problems. The two authors' willingness to leave the door open for question, indeterminacy, and nonclosure makes them the most interesting of all May Fourth writers.
In order to find a point of textual intersection between modernity, writing, and self, I will take Lu Xun's "Shang shi" (Regret for the past; 1925) and Yu Dafu's "Huanxiang ji" (Reminiscences on returning home; 1923) as exemplary texts for close analysis. lO My choice of works with first-person narrative is dictated by the manifested con-cern of the writers with self and its relation to language and also by the inherent complexity of these works as a whole. For in the autobiographical mode-let us leave the generic question of autobiography and fiction aside for the moment-the self is both the narrating I (subject of enunciation) and the narrated I (subject of utterance). l'he pronoun "I" thus refers to two simultaneously identical and nonidentical subjects. Because of its insistence on the subject and on selfcontemplation, this mode of writing openly declares its cognitive and tropological constitution as the self writes itself into being. To borrow the words of Paul de Man, the autobiographical mode "demonstrates in a striking way the impossibility of closure and of totalization (that is, the impossibility of coming into being) of all textual systems made up of tropological substitutions."ll Since modernity' itself often appears as a trope in the literary text, the discursive performance of the autobiographical self probably also reflects on the problematic of modernity as well. Lu Xun and Yu Dafu invented a whole range of first-person narrators to explore the tropological basis of the modern self in a self-reflexive moment. Their writing placed the subject in a complex relationship to self-knowledge that completely eluded the understanding of their leftist critics who tried to introduce a deterministic view of the self in the name of class struggle. 12
Lu Xun: IIRegret for the Past"
My love gave me a bunch of roses red. What did I give her in return? -a red-spotted snake for a pet.
Since then she has put on a long face and heeded me no more; But why?-better let her go and forget! (from Lu Xun, "My Lost Love") Although Lu Xun wrote his 1924 poem "My Lost Love" as a parody of "Sichou shi" (Four sorrows) by the ancient Chinese poet Zhang Heng, his avowed intention was not to attack traditional literature but to "satirize a large number of poems on unrequited love that were in vogue at the time."13 The lover in the poem speaks modern vernacular Chinese and, as a mark of modern courtship, he and his beloved exchange gifts that include roses, aspirin, and a gold watch chain. If Lu Xun pokes fun at modern sexual relationships in this lighthearted parody, his story "Regret for the Past" a year later begins to take such relationships seriously and to put them to the test. 14 Ostensibly a story about the disillusionment of romantic love, "Regret for the Past" is in fact a narrative about writing and the modern self. Above all, it allegorizes the "failure" of modernity. When I use the word "failure," I do not presume to stand on the teleological end of history pronouncing a judgment from the enlightenment point of view. Rather, I am referring to the situation set up by Lu Xun's text in which a modern sexual relationship is first established and subsequently undercut by the narrator's own writing.
The narrator Juansheng's autobiographical act in this story is devoted to erasing, exorcising his former love, Zijun, and casting her into the empty space between words. That does not mean, of course, that Zijun never actually appears in his recollection. Precisely because her presence is disturbing, the narrator sets out to overcome her memory in order to restore the confidence of self-knowledge that her death has shattered. Self-narration thus comes across as a therapeutic device for the reconstitution of a coherent self: "Since I am a Iiving person, I must make a fresh start. The first step is just to write down my remorse and grief, for Zijun's sake as well as for my own." ... "I want to forget. For my own sake I don't want to remember the oblivion I gave Zijun for her burial." 15 The strange mix of testimony and denial reveals the problematic status of the text. The narrator's forgetfulness as well as his desire to forget disrupt the assumed coherence of his retrospective narrative. This tension comes out most strongly in his digressions on the act of recollection that frequently punctuate the narrative about the past: "I can't recall clearly how I expressed my most sincere and passionate love for her. Not only now-even soon after it happened, my impression grew blurred. At night when I tried to recall the scene, I could only remember snatches of what I had said. During the month or two after we started living together even those fragments vanished like a dream without a trace" (112; Yang 199).
The confession throws into question the reliability of the retrospective narrative. How can the narrator expect the reader to trust him if he has lapses of memory? Interestingly, the event he does remember turns out to be one that he is ashamed to recall, and so he cuts short the narration to prevent further embarrassment. He remembers that, when he proposed to Zijun, he ludicrously imitated a hero courting a heroine in a Hollywood film: "I clasped her hand with tears in my eyes and went down on one knee...." (113; Yang 199). The ellipsis is supposed to suppress a portion of the unpleasant memory, which makes one wonder just how much more the narrator has suppressed.
The retrospective narrative in this story takes place on three levels of temporality, and the act of reminiscence occurs on both the first and second levels. The first temporal level is the process of writing, which places the second and third levels in perspective. The second level consists of the couple's life together as husband and wife up until the time of Zijun's death and Juansheng's writing. During this period, the two are engaged in frequent reminiscences of the days prior to their living together. Zijun seems to indulge in the happy days when they first dated, while Juansheng increasingly longs for his old days as a bachelor. The third temporal level goes farther back, to the period before the couple started living together, and is marked by the absence of reminiscence.
If we take the title "Shang shi" (Regret for the past) as referring to the time of writing (the first level), it is not difficult to see that this title also evokes the second level, as the narrator regrets his involvement with Zijun and mourns for his lost freedom with intense nostalgia: "I had a sudden vision of a peaceful life-the quiet of my shabby room in the hostel flashed before my eyes, and I was just going to take a good look at it when I found myself back in the dusky lamplight again" (115-116; Yang 204).
It would be in line with Lu Xun's position on the question of gender to contend that this tragic story was written for the purpose of debunking the grand illusion of romantic love and female independence prevalent in his own time. The future of a Nora leaving her comfortable home for freedom is unthinkable in Lu Xun's view if the woman has no material means with which to support herself in a male-dominated society. 16 But the story would lose its complexity if interpreted in those terms only, for its critique of the patriarchy also involves a rethinking of the notion of modern love whose malecentered discourse ironically reproduces the patriarchy that it aims to overthrow. It is the narrator who "liberates" Zijun from tradition by feeding her with new ideas from Western literature and who entices Zijun into his project of modern love, known as ziyou Hanoi (romantic love) in the May Fourth period, by using modern rituals of courtship, including the cinematic scene. The two very different occasions on which the narrator brings up the names of Western Romantic poets and Ibsen suggest that the narrator exploits the gender-biased discourse on romantic love as well as women's liberation in his own interest. If he is no less taken in than Zijun by those discourses when encouraging her to live with him, his words ring completely false when he uses the same argument to talk Zijun out of their relationship one year later: I deliberately brought up the past. I spoke of literature, then of foreign authors and their works, of Ibsen's A Doll's House and The Lady from the Sea. I praised Nora for being strong-minded.... All this had been said the previous year in the shabby room in the hostel, but now it rang hollow. As the words left my mouth I could not free myself from the suspicion that there was an unseen urchin behind me maliciously parroting all I said. The project of modern love in the name of foreign literature is aborted in an absurd moment of self-parody. Who is that unseen urchin? Is it the figure of guilt, conscience, or modernity itself? Whatever it is, the narrator's awareness of his own falsehood does not, however, prevent him from carrying out his selfish plan, which shows that hypocrisy may also enlist the service of one's conscience.
Juansheng's "regret" eventually leads to Zijun's death, which in turn engenders the further "regret" that this writing attempts to overcome. The desire to tamper with the past and undo it before and after Zijun's death results in two actions: the banishment of Zijun from his life and the subsequent writing of his "regret" to banish her ghost from his memory. Because of his convoluted motivations, the narrator fails to clarify whether he is writing of his "regret" for his past "regret" or trying to justify it. In any case, the ambiguity works to the advantage of the narrator because, while mourning over the death of Zijun, he nevertheless defends himself against the charge of responsibility by projecting his past "regret" in a sympathetic light. His writing takes advantage of the silence of the dead. When he suggests that Zijun does not understand that "love must be constantly renewed" (115; Yang 202), he is making an accusation from which Zijun cannot defend herself. By suppressing Zijun's side of the story while passing judgments on her, he manipulates the narrative in his own favor. The episode of the pet dog Asui, which prefigures Juansheng's abandonment of Zijun, serves to highlight the point. Seeing that they can no longer afford to keep the dog, Juansheng takes it out and abandons it in the wilderness. On returning home, he is sur-Narratives of Modern Selfhood prised by the tragic expression on Zijun's face. Unable and unwilling to empathize with her feelings, he blames her for what has happened: At long last I realized she must consider me a cruel man. Actually, when I was on my own I had got along very well, although I was too proud to mix much with family acquaintances. But since my move I had become estranged from all myoId friends. Still, if I could only get away from all this, there were plenty of ways open to me. Now I had to put up with all these hardships mainly because of her-getting rid of Asui was a case in point. But Zijun's understanding has become so obtuse that she did not even see that. (120; Yang 207) Given that the narrator abandons Zijun soon in the same cruel manner, Juansheng's self-defense appears singularly ironic. Zijun shares the fate of her dog Asui at his hand after all.
Self-contradiction is the crux of a narrative that seeks to establish meaning out of the confused experience of a split self. On the one hand, the narrator describes his past life as if it had been a peaceful haven and turned into hell by Zijun's invasion. On the other hand, a contrary claim is to be found in the opening paragraph, where the narrator recalls, "a whole year has passed since I fell in love with Zijun and, thanks to her, escaped from this dead quiet and emptiness" (110; Yang 197). The discrepant views might well be attributed to a gap in perception between the narrating self and the experiencing self, as the former seemingly discredits the latter. But has the narrating self outgrown his former self? Time, experience, and retrospection might provide the narrator with a unique perspective for self-criticism previously unavailable, but it does not necessarily follow that such self-criticism is unproblematic. In fact, the contradictory statements and carefully wrought images throughout the text point toward an important linkage between the narrating self and the experiencing self. That linkage is established by the kind of escapism that characterizes the narrating self as well as the experiencing self as they both try to flee from self-knowledge, the writing of this confession being just another attempt to escape.
The image of the caged bird, for example, is first used by Juansheng after he loses his job. Making the best of the situation, the narrator compares his previous life as an office clerk with that of a caged bird and welcomes his discharge as freeing him from the routine: "In the office I had lived like a wild bird in a cage, given just enough canary-seed by its captor to keep alive, but not to grow fat. As time passed it would lose the use of its wings, so that if ever it were let out of the cage it could no longer fly. Now, at any rate, I had got out of the cage, and must soar anew in the wide sky before it was too late, while I could still flap my wings" (118; Yang 204). Although there is nothing remarkable about the literary cliche the narrator uses here, it is striking that, in his figurative projection of a future flight toward freedom, Zijun is conspicuously absent. Not only is she left out from this solipsistic picture, but the metaphor, which quickly becomes the narrator's privileged self-image, soon alienates him from Zijun as it frees him from the routine life of a clerk.
With the presence of this metaphor, freedom suddenly becomes the first priority in the narrator's life. He wages his battle for freedom with the help of a vocabulary that successfully unfixes his previous relation to Zijun: "As I sat there alone thinking over the past, I felt that during the last half year lived for love-blind love-I had neglected all the important things in life. First and foremost, livelihood. A man must make a living before there can be any place for love. There must be a way out for those who struggle, and I hadn't yet forgotten how to flap my wings, though I was much weaker than before" (121, italics mine; Yang 207-208). The narrator now explicitly condemns Zijun to the role of the cage while giving the superior image of the bird to himself. The metaphor writes off the previous relationship between lover and beloved in order to establish a new one, that of the bird and his cage, so that the narrator can get rid of Zijun with an easy conscience.
In connection with the caged bird, the image of the road is evoked repeatedly by the narrator to embody his yearning for freedom. Harping on the need to make a fresh start, he pins his hopes for the future on Zijun's departure from his life. Lacking courage to initiate a breakup, he decides to speak to her in allusions and metaphors: "I explained to her my views and proposals: we must explore a new path and turn over a new leaf to avoid being ruined together" (123; Yang 209). Insofar as Zijun is concerned, the new path leads to a dead end, whereas the image helps the narrator conceptualize an escape from the immediate reality. This use of the image is a far cry from that in Lu Xun's "My Old Home," in which the road embodies some kind of hope. As Leo Ou-fan Lee points out, the road for the individual in "Regret for the Past" becomes "less certain" as it eventually turns into the sinister image of a grey serpent in the eyes of the narrator. 17 Nevertheless, the narrator decides to take his dubious road of freedom, because, being an individualist, he treats life as a solitary journey and in order to survive alone must rid himself of the obstacle blocking his road. 18 To the experiencing self, that obstacle was Zijun, whereas to the narrating self, it is her ghostly memory that disturbs his peace of mind. If formerly he removed her from his life with speech, the narrator now relies on writing to erase her memory, cast it into oblivion, and assert his authorial control over the story of the past.
The attempt to undo the past binds the narrating self together with the experiencing self in a dubious confessional voice. After Zijun's death, the narrator moves back into the small room he occupied as a bachelor. As he takes up the pen to write, he begins by describing this room to the reader:
The broken window with the half dead locust tree and old wisteria outside and square table inside are the same as before. The same too are the mouldering wall and wooden bed beside it. At night I lie in bed alone just as I did before I started living with Zijun. The past year has been blotted out as if it had never been-as if I had never moved out of this shabby room so hopefully to set up a small home in Jizhao street. ( The narrator undoubtedly experiences a profound sense of futility as he surveys the room and contrasts its unchanged look with the turmoil of his own life in the past year. But does that feeling of mourning and regret express a sense of loss because of Zijun's death or does it express self-reproach for having been involved with her in the first place? Perhaps both. In either case, the unchanged room mirrors the narrator's desire to blot out the past. Indeed, when we consider how Zijun is transformed from a lively young girl to a woman and finally to a ghostly memory all within the space of one year, the contrast with the narrator's own condition falls into focus. Since the narrator ends where he started, the time that separates the experiencing self from the narrating self becomes circular. The unchanged space contradicts and, in effect, cancels out the temporal distance installed by the retrospective discourse between the narrator and his former self, so much so that it is impossible for us to take the narrator's regretful mourning or retrospective self-critique at face value.
The complexity of the whole narrative situation is borne out by the narrator's bizarre explanation of his role in Zijun's death. The chief crime the narrator says he is guilty of is his single-minded allegiance to the truth: "I shouldn't have told Zijun the truth. Since we had loved each other, I should have gone on lying to her. If truth is a treasure, it shouldn't have proved such a heavy burden of emptiness to Zijun. Of course, lies are empty too, but at least they wouldn't have proved so crushing a burden in the end" (127; Yang 212). One wonders whether the narrator is not defending more than accusing himself by setting up a spurious dichotomy between "truth" and "love." The false argument is designed to trap the reader in the dilemma of choosing one or the other. However, the story resists being reduced to an abstract, metaphysical lesson, not to mention a false one, for the tragedy of Zijun's death is not caused so much by Juansheng's allegiance to truth as by his rejection of her love and, particularly, his inability to reconcile the claims of love and individualism. If the narrator blames himself for acting like a weakling (127; Yang 212), his cowardice stems from his individualism rather than the inability to live with falsehood. Love is hardly an exception to his escapist view of life. He escapes from boredom via love but flees love as soon as life becomes difficult. In fact, he wants so much to be freed that he even wishes secretly that she would die (124; Yang 209).
The logical conclusion the narrator draws from a spurious discussion of truth and love finally foregrounds the problematic of the entire narrative: "I must make a fresh start in life. I must hide the truth deep in my wounded heart, and advance silently, taking oblivion and falsehood as my guide" (130; Yang 215). One need not accept the above confession literally, for it seems to reinvent the project of modernity by substituting a relatively harmless intellectual discourse-the debate over truth and falsehood-for the deep crisis of the modern subject and by suppressing the dark reality of human relationship affected by that crisis. But even if it were taken at face value, the statement would still profoundly discredit the narrator and the entire narrative at the textual level. Since reminiscent writing is regarded by the narrator as the first step on this new journey, one might ask the following questions: Does it hide the truth? Is it written under the guidance of a falsehood that the narrator embraces?
Yu Dafu: "Reminiscences on Returning Home"
The subversion of the autobiographical self in Yu Dafu's story takes place on a somewhat different symbolic level. Unlike Juansheng, who sets up an opposition between truth and falsehood Narratives of Modern Selfhood and gets himself caught in between, the narrator in Yu Dafu's "Reminiscences on Returning Home" comes face to face with the limits of self-representation. The story is marked by the kind of irony that Michael Egan has discerned in most of Yu Dafu's works, that is, Yu's tendency to undercut his hero's sentimental view and to emphasize "the basic absurdity of his self-image." 19 More importantly, it demonstrates the impossibility of self-knowledge in a specular moment. Written in 1923, the narrative consists of ten short chapters plus five additional chapters in a sequel. Very little happens in this story except for the flow of the narrator's disjointed thoughts as he embarks on a homecoming journey from Shanghai to the town of Fuyang. 2o Furthermore, the story questions the act of self-representation as the narrator confesses toward the end: "I shall not dwell on further details about what happened afterwards: how my wife was taken by surprise on seeing me at home, how we shed many tears in commiseration, and what ways we devised to put an end to our lives, because I am afraid of being suspected of dramatizing my plight for the purpose of soliciting people's sympathy." 21 Unlike in "Regret for the Past," the telescopic act of reminiscence in the above quote is not emphasized in the course of the narrative, for the narrator focuses largely on the experiencing self. But the narrator does not hide the fact that he is writing that which he narrates and is fully aware of the limits of this writing. A striking revelation occurs when he describes his arrival at the railway station in Hangzhou. When he comes out of the station, the familiar sights of the red-brick inns, taverns, and teahouses of Hangzhou move and disturb him. As the narrating self tries to pin down the complex emotions he experiences at the moment, he finds himself facing the limits of writing. The result is an interesting digression: "There is no way that this sense of loss and disillusionment can be put down in words. But if I must write it, I shall have to do so in an extended trope. Imagine me in my first bloom of youth when chance threw me into the company of a paragon of beauty."22 He then proceeds to invent a tropological narrative about the maiden's inconstancy that supposedly has caused his suffering. The curious trope is intended by the "author-narrator" to recapture his nostalgia for the city of Hangzhou after many years abroad, the city being compared to the beautiful maiden and the narrator to her forsaken lover. Admittedly, the fiction (fantasy) is invented to stand in for another text, one that the narrator cannot produce. But one narrative can never quite re-place another. Instead of being contained within the figure, the inserted narrative reveals an erotic imagination imbued with repressed desire and a troubled sense of selfhood that the narrator has no intention of divulging (and of which he probably has no knowledge). As the nostalgic narrative takes on the additional one of erotic desire, the invented fiction turns out to be more than an allegory for the narrator's nostalgia for Hangzhou. Rather than seeing the narrator's erotic imagination and fantasized passion as a mere figurative substitute for his attachment to the city of Hangzhou, one may find in it a displaced desire that reinstates itself by means of excessive signification. 23 Self-fantasizing does much to help sustain the narrator's perception of self, and even suffering has to be invented from time to time with the aid of a hyperactive imagination to cast him in roles that invite narcissistic tears. Strangely though, this kind of fantasizing is always bound up with an erotic subtext in which the female body, a central signifier, plays out the possibility of desire. Take, for example, a scene from the "Sequel to Reminiscences on Returning Home." As the narrator waits to be served at a rundown restaurant, he deplores the fine weather for its indifference to his own plight. He wishes that the sky would be overcast and wet with rain so as to match his dark mood. "If I might wish for a further luxury," says the narrator, "I would also like to have a black-coated coffin placed next to me" ("Houji," 5). From that point onward, he starts to make up a fantastic tale about the death of the women he has loved in order to "swim for a while in the ocean of tears I had myself manufactured." After a moment of frantic thought, I came up with a neatly constructed play based on my wish. I saw myself burn some funeral paper offerings and say to the person inside the coffin: "Jeanne [original name in English]! We are heading back home and our boat is about to leave! If you are afraid of being harassed by ghosts, here, take these offerings and use them to bribe the ghosts...." As I came to the last sentence, my voice was choked up, so I buried my head between my hands and bent over the dining table. At this moment I felt something warm coursing down my cheeks. I began to conjure up one after another all the women I had loved in my whole life and savv them, mouths closed, lying hard and cold in front of me. At that I could no longer hold back my tears, so I wept aloud. The woman in the kitchen, thinking that I was pressing her to get my meal, said in a soft tone as if coaxing an infant: "Coming, coming! Dinner will be ready soon. Please be patient for just one more second." ("Houji," [5] [6] The narrator's narcissistic desire takes an odd turn in the presence of a maternal figure, wQose contradictory sexual identity as "mother," at once desirable and 'unavailable, helps locate the libidinous source of the narrator's split self. More importantly, the younger woman in his fantasy has a Western name, "Jeanne," spelled out in English. Is she a Westerner or a Chinese woman with an adopted Western name? Judging from the context, the latter seems more probable, as it was common practice for May Fourth writers to give Western names to their heroines as a mark of modernity, as is evidenced by Sophia, Mary, and Wendy in Ding Ling's fiction. 24 Focusing on male subjectivity, Yu Dafu's story brings out the interesting relationship between modernity and gender. 25 If modernity is a desire for the other, does woman represent the other for the male narrator? Clearly, the invention of the Western female name "Jeanne" by the narrator points in that direction, which poses a question about the whole project of modernity: In whose name is this project invented? Is it just as gendered and patriarchal as the blatantly male-centered slogans of Mr. Science and Mr. Democracy? If so, who is the new father after the demise of the traditional Confucian patriarchy?
Interestingly enough, the purpose of the narrator's trip is to visit his wife, a traditional woman, whose innocence is proportional to his sense of guilt. This guilt represents, as much as it brings into question, a May Fourth discourse that inscribes women as the opposing signifiers of modernity and tradition. Between modern woman and traditional woman, the desiring male intellectual travels, makes free choices, and hopes to work out his own crisis of identity. Needless to say, this act of choice presupposes a male authorial position. May Fourth youths tended to imagine modernity and to invent the modern self through the mediation of desire for a modern woman of their own choice. Yu Dafu's earlier story "Sinking" embodied this desire in a most inflated form, in which the crisis of modernity is experienced by the male protagonist as a crisis of manhood and nationhood. Weakness, impotence, and the loss of national dignity all boil down to the same frustration, as the confused protagonist projects his desire onto the bodies of Japanese women. Yet, as my analysis of Lu Xun's story has shown, the male subject cannot forever postpone facing himself or foreclose the crisis of identity by replacing it with the sexual economy. The mischievous urchin of guilt and doubt seems determined to haunt him at all costs.
"Reminiscences on Returning Home" comes to grips with the crisis of the modern (male) intellectual by emphasizing the specularity of the narrator's desire. As the narrative foregrounds the tropological construction of woman as modernity or tradition, the fictionality of the narrator's own subject position stands exposed. The following passage vividly portrays the process by which the female body is incorporated into a discourse of male fantasy:
I turned around and saw that the street was deserted. All of a sudden, I was ternpted by a hideous desire: "Break the window and get some money!"
At that, the hand in my imagination reached out and pushed open that half-closed window with the utmost care. After removing a couple of iron bars from the outside of the window, I jumped over the wall and found my feet inside the room. My mind's eye saw a woman's shoes made of white satin lying underneath the white bed curtain. Together with a black silk skirt was an elegant white silk blouse hanging from the dress stand. As I carefully pulled out the drawer of the dressing table, I discovered a woman's handbag with glittering diamonds around its opening, lying next to a small powder container and an ivory folding fan. Having glanced at the bed a few times, I finally snatched up the handbag. However, as I was making for the window, I felt somewhat ashamed. So I turned around and put the handbag back in the drawer. For the next few moments I lingered on in the room, examining the slim shoes on the floor. All of a sudden, I was seized with a strange desire. So I bent down, picked up one of the shoes, fondled it and inhaled its scent, until I finally made a firm decision to walk away with both the handbag and the shoe. At this moment, my imagination came to a sudden stop. As my consciousness slowly returned to me, I felt my cheeks burning hot and red and my forehead dripping with sweat. I waited till my blurred eyes were completely cleared before hurrying back to my inn near the railway station. ("Huanxiang ji," 31)
The fiction thus staged in the narrator's mind takes an odd turn when the burglar suddenly becomes absorbed in fondling the woman's shoe. Does his fetishizing of the woman's shoes mark him out as a traditional literatus after all? Perhaps. That would explain why the self-conscious narrator who aspires to the modern condition is driven to suppress the inner monster and experiences a profound sense of shame. The intrusion of sexual fantasy in this strange moment calls for a specific expression of desire: voyeurism, as the narrator imagines an urban woman's boudoir being the setting of his burglary. The whole fiction of breaking in and stealing a woman's purse and shoe takes place at a time when the narrator positions Narratives of Modern Selfhood himself as a voyeur gazing up at one of the hotel windows. Distanced from the scene, the voyeur stays away from the dangers and disappointments of action while at the same time indulging his imagination in the pleasure of transgression. It is transgression that links the imaginary acts of burglary with eroticism in the scene and produces the accompanying feelings of sin and guilt. What is particularly interesting about our voyeuristic narrator is that he fantasizes a fictional self to fill the role of a transgressor, thus allowing himself to play the role of an imaginary voyeur.
Voyeurism here is not just a matter of protest against sexual taboos or a mere display of moral decadence and sexual perversion, as often charged in the author's lifetime. 26 In the context of Yu Dafu's works, it also symbolizes the anxiety of the modern intellectual who desires action but feels excluded from it. The consciousness of his own inadequacy paralyzes the will to act. The image of the voyeur epitomizes this state of loneliness, frustration, and alienation. By the same token, the imaginative literature in which the author is engaged reflects the irony of his voyeuristic deferral of action as the fiction of transgression reflects the irony of the narrator's situation. In another revealing moment, the narrator apostrophizes the peasants from a distance: "Oh, upright peasants! You feed the world and deserve to be its masters. I wish to serve you as a beast of burden and toil for you. Would you then let me share your meals?" ("Huanxiang ji," [12] [13] . The passage appears to eulogize the laboring class, but as the narrator speaks from a certain vantage point-for he is taking a distant view of the rural landscape from the train-the apostrophe comes across as an empty tribute paid by an intellectual who desires to integrate with the working class but cannot go beyond a simile ("as a beast of burden").
The self-contradiction of the modern subject is explored at greater length toward the end of chapter 5, when the narrator contemplates a suicidal jump from the moving train. As he watches the wheels speeding over the railway track underneath his body, his mind is suddenly fascinated by death. The next moment finds him taking hold of the handrail in front of him, closing his eyes, and throwing himself overboard. Chapter 6 begins with the narrator still standing in the same old spot, trying to rationalize his failure to act:
Oh, the triumph of death! If I had been a bit firmer in my will power, I would have found myself far away from this sad, miserable world, sitting at the feet of the goddess Beatrice, smiling and picking flowers for her. Unfortunately, when I jumped, I did not exert enough strength. So when I opened my eyes, once more I saw the same old sky, land, rice paddies, and grass fields rushing past my train and heard the same old rhythmic sounds made by the friction of the wheels, and all this while my body had been sitting on top of the handrail like a sick parrot. ("Huanxiang ji," 17) Far from evoking the image of a tragic hero who is dignified by the moment of death, the image of the sick parrot deflates any dignity and mystery. Like the image of the voyeur, the sick parrot who knows how to prattle finds himself lacking in willpower when it comes to action. Once again the modern intellectual is a hero manque.
In presenting the individual subject as fissured, unfinished, and indeterminate, Yu Dafu comes closest to Freud, whose psychoanalytical theory shocked the bourgeoisie in the West in much the same manner that Yu scandalized his urban Chinese readers, for they both show that idealism or "the humanist dream of fullness is itself a libidinal fantasy." 27 The sublime thus comes to mean the same thing as the ridiculous. If Yu's narrator contemplates suicide during the day (as in chapters 5 and 6), he is ready to regard himself skeptically by night, as he confesses in chapter 7:
Walking toward the city, I tripped over the rugged pavement a few times. A nameless fear began to assail my heart. I started to compare this fear with my earlier attempt at suicide during the day and couldn't repress a chuckle. Ah, the presumptuous man calling yourself the noblest of all bipeds, what rationality, what philosophy? What is the human mind and feeling but a chain of contradictions? ("Huanxiang ji," 22)
The fluidity of this subject finds a formal correlative in the narrative mode itself that deemphasizes the act of recollection and focuses on the moment of experience so that the incongruity of the subject is dramatized rather than explained away. This type of narrative is what Dorrit Cohn calls consonant self-narration. 28 The narrator seldom interrupts the flow of the narrative to reflect on a particular moment, nor does he make a consistent effort to establish a retrospective point of view. All the thoughts and feelings expressed in the story supposedly belong to the experiencing self. The narrative aims to recapture the protagonist's fascination with his own psychological incongruities and inconsistencies, leaving the ambivalence and tensions of his personality without corrective hindsight. Consequently, the text relives the spontaneity and complexity of the narrator's Narratives of Modern Selfhood psychological experience. Verbal indicators, such as "all of a sudden," "suddenly," "at that moment," "in that instant," in which the story abounds, highlight the grammar of this incoherent text of psychological drama. 29 Just as the text presents itself as hypothetical, suspending coherence and closure, so the subject in this story is deeply problematized. Not only does the narrator lack a fixed identity, but the very notion of the self sometimes threatens to dissolve altogether.
If the quest for the self by the modern intellectual ends in profound disillusionment, does it point to the problematic of modernity itself? The works of Lu Xun and Yu Dafu raise important questions in that regard, yet they were bypassed almost immediately by Marxian critics and proletarian writers of their time, who decided to reject the self in order to implement the project of modernity on a collective basis. However, those questions will not go away, and, with the passage of time, they have become more and more focused: In whose name is the project of modernity conceived? What is the relationship between state politics and the politics of modernity? How and where do the average man and woman fit in? Until the discursive formation of modernity itself is brought into question, the rethinking of the May Fourth tradition will always be dominated by the power of its own rhetoric. subject in the figure of Ling Jishi, who embodies the male-centered, modern bourgeois ideology.
26. The main source of this charge is his earlier story "Sinking," in which the protagonist peeps at the landlord's daughter bathing and later overhears a couple making love in an open field.
27. Terry Eagleton, The Ideology of the Aesthetic (Oxford: Basil Blackwell, 1990), p. 263. Although Freud's influence in China during the first quarter of this century was not nearly as profound as that of Marx, its traces can be readily observed in the works of Yu Dafu, Guo Moruo, Zhi Zhecun, and a number of other writers.
28. Dorrit Cohn, Transparent Minds: Narrative Modes for Presenting Consciousness in Fiction (Princeton: Princeton University Press, 1978), p. 153.
29. lowe this reading to Dorrit Cohn's analysis of Knut Hamson's Hunger, in Transparent Minds, p. 156.
